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Résumé. Le secteur culturel est, de plus en plus souvent, appréhendé par les gouvernements comme un vecteur de
croissance (touristique), notamment dans les sous-régions périphériques comme la Tasmanie où les industries dominantes
de jadis ont disparu. Ce secteur peut être une source de créativité locale, d'intégration sociale et d’attractivité touristique.
Dans certains cas, la création d'une entité culturelle iconique sert ce même but, avec un faible investissement public. C’est
le cas notamment du Museum of Old and New Art (MONA), musée entièrement privé situé dans l'État de Tasmanie
(Australie) qui a ouvert en 2011. Cet article analyse la relation entre le MONA (via son expérience de tourisme créatif) et
le gouvernement de Tasmanie. Une attention particulière est portée à la façon dont les différents acteurs utilisent le
concept d’expérience créative afin d’attirer des touristes aux différents événements et expositions. Le cas du MONA
montre que le concept de tourisme créatif est plus complexe que la seule prise en compte d’une approche “créative”. Il
montre, en outre, que l’utilisation d'expériences de tourisme créatif dans les stratégies de marque des destinations doit,
pour réussir, être partagée par l’ensemble des parties prenantes. Il ouvre ainsi la discussion sur les relations entre les
différentes parties prenantes dans le secteur du tourisme créatif.
Abstract. The cultural sector is increasingly seen as a potential driver of (tourism) growth by governments, especially in peripheral
sub-regions like Tasmania where the once dominant industries have departed. This sector can be a source of local creativity,
social inclusion and an attractor of tourists. Occasionally, the creation of an iconic cultural entity serves this purpose with minimal
input of public resources. Such a case is provided with the opening of the privately owned and operated Museum of Old and New
Art (MONA) in the state of Tasmania, Australia in 2011. This article analyses the relationship between MONA and its creative
tourism experience, and the government of Tasmania. A particular focus is thereby on how those actors use the concept of a
place-based creative art experience to attract tourists with events and exhibitions. In this respect, the MONA case shows that the
concept of creative tourism is far more complex than just taking a "creative" approach. Moreover, it argues that using creative
and cultural tourism experiences for place branding strategies will only be successful if the strategies are mutually agreed upon
amongst all stakeholders. In this sense, the article stipulates a discussion on stakeholder relations in the creative tourism sector.
The nexus between an 
art experience and creative tourism:
Tasmania’s Museum 
of Old and New Art
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T he cultural sector–thevisual arts, museums,theatres, etc.–is increasingly
seen as a potential driver of growth
by governments and organisations
charged with promoting economic
development around the world
(Kotler and Kotler, 2000; Throsby,
2008). This is particularly the case
in regions where the once dominant
industries have departed (Bagwell,
2008). The result for such regions
can be high unemployment and
deserted cityscapes, both of which
serve to limit opportunities to attract
tourists: often seen as one way eco-
nomically depressed regions can
rebuild. Even so, stimulating the
development of a cultural sector that
can then be both a source of local
creativity and social inclusion, as
well as an attractor of tourists, can
be expensive and difficult.
Occasionally, though, policy makers
are provided with an iconic cultural
entity that serves their purpose, with
a minimal drain on public monies.
This has been the case in the state
of Tasmania, Australia, with the ope-
ning of the privately owned and ope-
rated Museum of Old and New Art
(MONA) in 2011 (cf. figure 1).
As Australia’s smallest (and only
island) state, Tasmania is geogra-
phically and economically isolated.
In a European context it would be
considered as a peripheral sub-region.
In the past governments have relied
on cheap hydro-generated electricity
to attract manufacturing industries
for employment and economic
growth. Recent times have seen ser-
vice-based industries such as cultural
tourism become more important to
Tasmania’s prosperity (Engberg,
2009).As part of this change in policy
direction, Tasmania’s government
has established art and cultural
events, a literary prize and supported
various private festivals and events
in a move to rebrand the state, as
well seeking to attract tourists (par-
ticularly in the low season–May to
September). It has also now develo-
ped a close working relationship
with MONA, including providing
funding for events and cooperating
on exhibitions. MONA has become
a “destination” museum, and for
the government of Tasmania this is
a cause for celebration.
This article analyses the relation-
ship between MONA and the
government of Tasmania, and looks
at how these actors use the concept
of a place-based “art experience” to
attract tourists who seek a more crea-
tive cultural experience, either as
core to their visit or as only a part
of another type of visit (Hughes,
2002). From the viewpoint of cultural


















tourism there needs to be a clearly
articulated vision as regards the attri-
butes that can be used as an attrac-
tor–cultural tourists require an
authentic experience (Smith, 2003),
and this no more so than for those
seeking an “art experience”. Indeed,
it has been recognised that visitors
to art museums are different to other
cultural tourists (Stylianou-Lambert,
2011). Branding MONA as distinc-
tive, as avant-garde, as one man’s
vision, has allowed it to position
itself as different to other cultural
attractions in both the state of
Tasmania and in Australia. The value
of this differentiation is now beco-
ming apparent as the government
uses the success of MONA to its
own advantage, and incorporating
it into its own tourism marketing
strategies. Tasmania is now seen as
similarly “creative” and “cultural”.
Significantly, we contend that the
public discourse surrounding MONA
now comes from a “creative tourism”
perspective and is indicative of a
broadening of the concept of creative
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tourism beyond “courses and lear-
ning experiences” (Richards and
Raymond, 2000, p. 15).
CULTURAL TOURISM, 
CREATIVE TOURISM
AND THE ART EXPERIENCE
As the great majority of tourists
visiting a country come into contact
with some form of heritage, most
travel contains some elements of
cultural tourism. However, this only
applies if a broad sense definition
of cultural tourism is used. In a nar-
row sense, it is a special interest holi-
day that is solely motivated by cul-
tural interests such as “trips and
visits to historical sites and monu-
ments, museums and galleries, artistic
performances and festivals, as well
as lifestyles of communities” (Medlik,
2003, p. 48). The expected cultural
experiences, especially education
and curiosity to learn about other
people and their culture (Lomine and
Edmunds, 2007) are the primary moti-
vation for travelling and are not just
a secondary, contingent or ancillary
motive for the travels (Douglas,
Douglas and Derrett, 2001).
In the broad sense, a cultural tou-
rist can be defined as “any individual
who visits cultural institutions or
places such as museums, archaeo-
logical and heritage sites, operas,
theatres, festivals or architecture
while away from home” (Stylianou-
Lambert, 2011, p. 405). Research sug-
gests that these tourists are better
educated than the average tourist
(Richards, 1996) and have a particular
interest in the authenticity and the
location of the cultural experience
(Smith, MacLeod and Hart
Robertson, 2010). A particular form
of cultural tourism that attracts cer-
tain cultural tourists is arts tourism.
Arts tourism “focuses on both visual
and performing arts, as well as cul-
tural festivals and events”, and
includes visitation of galleries,
museums, concerts and theatres
(Smith, MacLeod and Hart Robertson,
2010, p. 32).
Historically, the mission of a
museum, including art museums, is
cultural. They give “individuals the
opportunity to withdraw from the
busy world and to gaze on works of
art at their own pace and choice”
(Roberson, 2010, p. 77). However, the
principal aim of the “destination”
museums (e.g. the Guggenheim
Museum, Bilbao; the Tate Modern,
London) appears to be “the reacti-
vation (and/or diversification) of the
economy of their cities” (Plaza and
Haarich, 2009, p. 259). At the same
time, many new and old museums
today try to achieve a high tourist
recognition to facilitate regional
growth and re-development. It is not
surprising that Prentice (2001) sug-
gests that museum are “well-advised
to involve themselves locally in
appraisive brand marking” (2001,
p. 22) and position their institutions
as objectively authentic if they want
their museums to become landmarks
of urban development that contribute
considerably to the atmosphere and
attraction of a city (Hamnett and
Shoval, 2003; Roberson, 2010). This is
particularly important for attracting
the growing number of tourists who
seek authentic cultural experiences.
It is obvious that such issues are
much easier for private museums to
address than for public museums.
Private museums can react to market
forces and shape their “product”
offering accordingly, while public
museums rely far more on govern-
ment policy, governmental changes
and their conservation and education
agendas (Cole, 2008). Nevertheless,
marketing has become a survival tool
for both public and private museums
(Lehman, 2009) as it helps to build
stronger relationships with existing
visitors by developing and promoting
exhibitions and programmes that
reflect their interests and preferences,
and rewarding them for their loyalty
and support (Cole, 2008).
Such relationship building is par-
ticularly important for visitors to
art museums. Stylianou-Lambert
(2009) argues that the perception of
art museums and consequent visi-
tation or non-visitation is determined
by socio-cultural and individual or
psychological factors. Socio-cultu-
rally different social groups demons-
trate different consumption patterns
with regards to art museums
(Bourdieu, 1986; Bourdieu and Darbel,
1991). However, pure sociological
approaches are not sufficient to
explain visitation behaviour of
people as this is also influenced by
the subjectivity of the individual.
Roberson (2010) makes the point
that the interaction between the indi-
vidual and art is emotional and per-
sonal. Research into the perception
of art museums should therefore
combine individual characteristics
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with socio-cultural influencers
(Stylianou-Lambert, 2009). While there
is much work published that analyses
and criticises artistic paintings, sculp-
ture and architecture, there is a lack
of research in the area of visitors’
individual experiences within art
museums (Belfiore and Bennett, 2007;
Hein, 1998). It is clear, however, that
those tourists seeking an immersive,
cultural experience are going to
respond to an art museum that
involves them in a creative and par-
ticipatory manner (Lindroth, Ritalahti
and Soisalon-Soininen, 2007).
The relationship between tourism
and creativity has changed dramati-
cally in recent times. Traditional cul-
tural tourism has transformed,
moving towards a greater involvement
with the everyday life of the destina-
tion–an authentic experience–which
is one driver for the growing impor-
tance of creative tourism (Richards,
2011). Another driver that is parti-
cularly pertinent in this case is the
fact “many cities are struggling to
become more creative, and to present
themselves as creative destinations”
(Richards and Marques, 2012, p. 3).
Accordingly, UNESCO (2006)defines
creative tourism as “travel directed
toward an engaged and authentic
experience, with participative learning
in the arts, heritage, or a special cha-
racter of a place, and it provides a
connection with those who reside in
this place and create this living cul-
ture” (UNESCO, 2006, p. 3).
Creative tourism itself is closely
linked to the increasingly role of both
the creative industries and cultural
tourism in urban regeneration, which
has led to the reconceptualisation of
cultural tourism to include creative
tourism (Jelincic and Žuvela, 2012).
Creative tourism makes particular
use of knowledge, traditions and
technologies to provide a basis for
cultural heritage development. The
main drivers of consumer demand
for such experiences include the gro-
wing request for the active partici-
pation in cultural practices, as well
as consumer creativity that is fostered
by new forms of interaction channels
like social networks and mobile
phones (Gordin and Matetskaya, 2012).
As a consequence, modern museums
and art galleries, both public and
private, have to adapt to these crea-
tive technologies and ideas to stay
competitive–indeed, as noted above,
they now need to “immerse” their
visitors in a creative experience to
compete with other leisure and tou-
rism activities.
However, the concept of creative
tourism is still vague. Much more
research is needed (Tan, Kung and
Luh, 2013) in a variety of areas such
as the integration of creative tourism
with different place branding stra-
tegies as “an escape route from the
serial reproduction of mass cultural
tourism, offering more flexible and
authentic experiences” (Richards,
2011, p. 1). In the case of MONA
and Tasmania there is an opportu-
nity to investigate how this might
occur in an art museum context,
something that has not been consi-
dered by researchers to date. The
relevance of the art museum context
to the development of the creative
tourism concept is that art museums
are almost by definition “creative”.
In this respect there is much to learn
about the concept of “creative tou-
rism” from an analysis of a case that
is more complex than simply taking
a “creative” approach to tourism.
METHOD
The data for this paper is drawn
from a longitudinal research project
that is tracking MONA through its
pre-development stage (starting eigh-
teen months before its January 2011
opening), through its opening, and
on to reviews after each year of ope-
ration. Within an overall qualitative
approach this project follows
Eisenhardt’s (1989) arguments that
theory development and the unders-
tanding of phenomena can be achie-
ved using a case study. In this paper,
the case study approach is justified,
as attempting to understand the
interconnections between an art
experience, creative tourism and
place branding would be difficult
without the contextual picture the-
reby provided (Patton, 1990). More
significantly, however, is the fact
that MONA is such a distinctive
entity in its own right, that it is what
Yin describes as a “unique case”
(2003, p. 40). 
Within the qualitative approach
an exploratory design was followed,
with a major aim being to triangulate
the available data. As Mason (2002)
has stated, the aim of triangulation
is to “seek to corroborate one source
and method with another … [and
to] enhance the quality of the data”
(2002, p. 33). In respect to the MONA
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organisation, the research design
utilised interviews with six key staff
(managerial, curatorial and marke-
ting), participant observation (site
visits, event attendance, etc.), and
analysis of corporate publications,
media statements and data from
their websites and their social media.
Two of the MONA staff involved
have been interviewed twice, with
a two year period between interviews
to allow for a longitudinal perspec-
tive. Codes are used here for any
quotes from the staff.
In this study a semi-structured
approach to the interviews was cho-
sen. Babbie (2005) notes the inherent
flexibility in this approach as one of
its major advantages. There is an
expectation that the views of the
interviewee will be more freely
expressed when the format of the
interview is more flexible and open-
ended than where the interview style
is regulated and confined to a stan-
dard set of questions or a survey
(Flick, 2002). The observation tech-
nique was unstructured, as the field
visits aimed “to record in as much
detail as possible … with the aim of
developing a narrative account”
(Bryman and Bell, 2007, p. 283) which
could be used as an additional
method to support further triangu-
lation of data. The analysis of annual
reports, websites, and additional
marketing material was carried out
using content analysis techniques.
Content analysis is an established
research method that has been used
in various areas of social science,
including business, since the middle
of the last century (Neuendorf, 2002).
With a view to further triangula-
ting the MONA data and to provide
insight into the motivations of the
Tasmanian government, an extensive
survey of published material was
also undertaken. Secondary data,
such as public statements, reports,
websites and marketing collateral
from the Tasmanian government
and linked semi-governmental orga-
nisations, was gathered for analysis.
It is felt that a richness and depth
was gained with an analysis of the
multiple sources of data that allowed
an assessment and analysis of both
the MONA and government posi-
tions and therefore provide a broad
perspective of the phenomena under
study (Bryman and Bell, 2007).
In this research study analysis of
the data was carried out with the
assistance of the qualitative data
analysis software package NVivo
9.0. Interview transcripts, field notes
and text versions of the various
secondary data sources were impor-
ted into the software. After Miles
and Huberman (1994) the data ana-
lysis commenced with a preliminary
set of “codes” based on the research
aims and the key factors apparent
from the literature review. As Robson
and Hedges (1993) advise, a process
of revisiting the data was then adop-
ted, whereby the data were conti-
nually re-examined and re-evaluated.
The researchers were then able to
refine and revise the codes as the
analysis progressed, with three major
themes becoming apparent. These
themes form the basis of the discus-
sion and analysis section below.
Before that we introduce MONA. 
THE MUSEUM
OF OLD AND NEW ART
MONA is an unusual entity.
Firstly, it is a long way from the art
capitals of the world, London, Paris
and New York. The privately owned
art museum–unusual in Australia’s
museum sector–at the core of the
corporate brand MONA has a signi-
ficant though small collection. It
opened in January 2011 at a repor-
ted cost of AU$70 million (€48.2
million) and has free entry for local
residents–national and international
visitors currently pay an AU$20
(€13.8) fee. John Kaldor, a member
of the International Committee of
New York’s Museum of Modern
Art, has stated that “MONA has
been a watershed in the way that
art is understood by the general
public” (cited in Flanagan, 2013, p. 52).
A key point in understanding
MONA is the fact it has been esta-
blished and is funded by millionaire
David Walsh, who has been described
in the media as “a professional gam-
bler”, a “rabid atheist”, and a “uni-
versity drop-out and autodidact”
(Coslovich, 2007, p. 5). Despite the
conjecture in the media about David
Walsh, he has a vision for MONA
that is quite clear, and very personal.
Of course private museums are by
definition idiosyncratic. David Walsh
frequently stresses the subjective
nature of MONA, and has been quo-
ted as saying: “I’ve got a soapbox
that I want to stand on. I’ve got
some things to say. I’m the kind of
person who would scream obsceni-
ties into the wind in Hyde Park if I
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was English, but I’m not English”
(cited in Schwartzkoff, 2009, p 12).
Much of the art in MONA’s col-
lection is evidence of Walsh’s stance.
He owns Chris Ofili’s The Holy
Virgin Mary, which has Mary as a
black woman surrounded by female
genitalia and elephant dung. He also
owns a version of the Belgian artist
Wim Delvoye’s Cloaca Professional,
a machine that mimics the human
digestive system to produce what
looks and smells like faeces. A recent
exhibition (June 2011–February
2012), “Theatre of the World”, was
curated by French art expert Jean-
Hubert Martin and adopted a radi-
cal stance in relation to curatorial
practice. In an excellent example
of the cooperation between the
Tasmanian government and
MONA, the exhibition(1) combined
antiquities and contemporary works
from both the MONA and the state-
owned Tasmanian Museum and
Art Gallery collections. Martin sta-
ted that “It is all about the works
–known or unknown–shown in an
unexpected way. It’s all about sur-
prise(2)”. David Walsh, as well as
the other senior staff that have
media contact, frequently note the
“challenging” nature of the work
in the collection, which serves to
reinforce the avant-garde branding
evident in much of MONA’s mar-
keting communications.
Significantly, MONA is not just
the art museum. Under the corporate
brand “MONA” sits a range of
luxury products. The original pro-
duct of the corporate brand was
Moorilla wines, now rebranded with
a more “edgy”, more sophisticated
positioning, complete with sensual
images on the labels. There is also
the successful boutique beer brand
Moo Brew, with labelling designed
by Australian artist John Kelly and
a distinctive and very non-beer cham-
pagne-shaped bottle. At the cellar
door for both these products is a
restaurant called The Source. In
addition, there are eight luxury
accommodation apartments that
feature work from the art collection,
designer furniture and controversial
architecture. The Pavilions, as they
are called, sit on the edge of the
Derwent River, and cost AU$7.6 mil-
lion (€5.24 million) to build. The
final products within the MONA
umbrella brand are a number of
art/music festivals and cultural
events: primary amongst these are
MONA FOMA (Festival of Music
and Art), or MOFO and Dark
MOFO, a winter festival which com-
menced in 2013 (see a review of the
festival: Northover, 2013). Having
a range of complementary products,
many of which are situated on the
MONA property, is a key part of
MONA’s overall brand strategy,
which aims to “immerse” the visitor
in a “MONA experience”.
One problem for MONA is that
the market for a “challenging” art
museum, and the associated com-
plementary luxury brands, is relatively
small, particularly in a country with
a population the size of Australia’s.
It might be said that MONA’s oppor-
tunities for growth in Tasmania is
even smaller. Also important is the
fact that art and cultural organisations
need to be product driven. If they
are not they risk their artistic integrity,
the very thing that challenges their
target markets (Colbert et al., 2007).
Who, then, is the target market that
will take MONA into the future?
David Walsh has been quoted as
saying: “I want to target the world,
but I want to target a very small per-
centage that might be interested in
this subversive, adult kind of
Disneyland... [They] might come
from New York or Hobart, and if
they come from New York, they’ll
justify the long trip and fairly large
expense because the specific expe-
rience might have something to say
to them” (cited in Strickland, 2009,
p. 38).
Clearly, the cultural tourist, be
they Australians travelling to
Tasmania, or international visitors
travelling to Australia, are a signi-
ficant and desirable market for
MONA (and indeed for Tasmania).
Significantly, MONA’s long-term
future is linked to this potential mar-
ket. Local visitation will not be
enough: MONA sources have stated
they are working towards a model
of MONA being self-sustaining in
five years (Interviewee 3/2). It is,
then, in MONA’s interests to forge
relationships with government to
achieve the common goal of attrac-
ting the cultural tourist to Tasmania.
DISCUSSION AND ANALYSIS
While the three major themes–
MONA as creative, immersive acti-
vity (what MONA does); MONA
as atmosphere and place (what the
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viewee noted: “MONA is his, it’s
his taste, it’s his sort of architecture,
it’s… well, every artwork is chosen
ultimately by him, and ultimately it
will be placed according to his wish.
So in a way, one is his guest”
(Interviewee 1/2).
While the museum itself is the
main focus of visits to the MONA
location, central to the MONA stra-
tegy is a series of events or festivals
that allow visitors to involve them-
selves in different aspects of the
MONA experience. MONA
FOMA, in particular, has done much
to attract cultural tourists, and allow
an experience not available in other
festivals (Lehman, 2012) (cf. figure 2).
Further, it is considered by MONA
to be both a promotional tool of
the umbrella brand (Interviewee 2),
and: “… part of that genuine
[MONA] experience: it’s there,
people can enjoy it or hate it, but it
showcases the taste of David and a
ding tourist (Richards, 2010)–it is fre-
quently seen as a passive activity.
In contrast, as Gordin and
Matetskaya (2012) note, the main
goal of creative tourism is “expe-
riencing things first-hand, living
through new emotions, acquiring
new knowledge and skills through
engaging in creative activity shared
with fellow tourists, and through
interactions with the locals … [and]
consuming the local cultural pro-
ducts and events” (Gordin and
Matetskaya, 2012, p. 57).
With this in mind the aim of acti-
vely involving visitors in the MONA
experience is a deliberate strategy
to engage the visitor. As one MONA
staff member noted: “… we’re now
looking at everything that happens
on that peninsula [Berridale] as being
MONA. So it doesn’t matter if it’s
the wine, the beer, the accommo-
dation, any music events we have
there, live gigs, or whatever, events
of any sort, functions, and the
museum itself, are all now going to
be called MONA” (Interviewee 1/2).
The reason that strategy can work
is that MONA is an “umbrella”
brand, that incorporates a number
of different, complementary cultural
“products” that are then used to
immerse visitors, both local and tou-
rist, in a full MONA creative expe-
rience. In other words, the actual
site of MONA has a range of diffe-
rent “attractions” on the one site
that appeal to the cultural tourist.
Importantly, and certainly in a mar-
keting/branding sense, these attrac-
tions are entwined with the perso-
nality of David Walsh. As one inter-
government of Tasmania does); and
MONA as Tasmania/Tasmania as
MONA (how the two link toge-
ther)–can be clearly articulated, 
it should be noted that each is inter-
connected within the narrative that
is the relationship between the 
two actors, the Tasmanian govern-
ment and MONA itself. Indeed,
this interconnectedness is a feature
of the relationship. Certainly, des-
tinations/regions/places that brand
themselves as creative need to be
aware of the difference between cul-
tural tourism and creative tourism,
as noted in the section above. The
implications for government relate
quite clearly to a policy agenda wider
then simply “attracting” tourists.
There is a view that for place bran-
ding to be successful it must involve
all stakeholders (Hankinson, 2001).
In a creative tourism context this
means that: “The look of the city,
the services offered, the engineering
communications, the education sys-
tem and the transportation system
could all be perceived as a source
of inspiration if tourists are moved
by what they see” (Gordin and
Matetskaya, 2012, p. 57). 
As will be demonstrated in the
following discussion, the idea of
“immersion” in Tasmania is deli-
berately linked to immersion in the
art (and broader cultural) experiences
offered by MONA.
MONA as creative, 
immersive activity
The consumption of cultural pro-
ducts has become less engaging for
the more experienced and deman-
FIGURE 2 • MOFO 
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is devoted to and inspired by “synaes-
thesia”, a term that “… describes
the phenomenon where a person
experiences idiosyncratic multi-sen-
sory responses to stimuli, most com-
monly music, or particular letters or
words such as the days of the week”
(Giles, 2012).
Various musical performances
take place throughout the museum.
As was noted in the media after the
first concert: “For the best part of
the weekend, 400 people were left
to wander through the bowels of
MONA for an immersive festival of
colour and music” (Wilson, 2012).
Guests also dined on gourmet food




One of the activities available to
visitors to the MONA site is the
Tea Ceremony. The description from
the MONA website best describes
the experience offered: “Immerse
yourself in chado (‘the way of tea’)
and take part in an ongoing perfor-
mance artwork made by Rirkrit
Tiravanija especially for The Red
Queen exhibition at MONA. The
work revolves around the centuries-
old Japanese chado, a precisely dis-
ciplined tradition informed by Zen
Buddhism for preparing and serving
matcha (powdered green tea). As a
participant, you will be guided by
tea master Allan Halyk to the heart
of chado: rigorous simplicity, and
awareness of the moment” (MONA,
2013a). 
Space does not permit further
examination of other MONA events
that involve visitors in a creative
experience(3). One final, and crucial,
aspect of the immersive nature of
MONA the museum is the absence
of the traditional, interpretive labe-
ling of the artworks. In MONA this
has been replaced by the much tal-
ked about “O” device. Essentially
an electronic guide to MONA, that
includes essays or interviews from
curators, the artsists, and David
Walsh himself, as well as maps and
photos. It is based on an iPod Touch
that runs custom software and is
housed in a specially designed case.
According to Pearce (2012), “Walsh
was frustrated with this standard
wall label approach of museums
and he also wanted MONA’s visi-
tors to be able to rate artworks–to
‘love’ or ‘hate’ them”. There is also
a button that brings up a list of
nearby artworks, which allows the
visitor to literally immerse themselves
taste of the diversity he’s into”
(Interviewee 1/1). 
However, while MONA FOMA,
and the very successful Dark MOFO
noted above, occur throughout the
city of Hobart (and beyond) a good
example of how the “immersion”
strategy works is when the event takes
place completely within the MONA
grounds, either inside the actual
museum or out on one of the open
areas on the property. The following
two events are indicative of the types
of events used by MONA to go
beyond visitors simply “watching”.
• Example 1: 
Synaesthesia concert event
First held in November 2012, and
now being performed again in 2014,
the Synaesthesia concert involves the
Tasmanian Symphony Orchestra
playing throughout the MONA
museum complex (cf. figure 3). This
immersive musical and visual event
FIGURE 3 • MEMBERS OF THE TSO CHORUS FROM THE STAIRCASE INSIDE HOBART’S
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whilst on site. To further reinforce
the experience, visitors can down-
load and view a map of their visit
via the MONA website once they
have returned home. This last point
is particularly significant from a
tourism marketing perspective as it
allows a continuation of the expe-
rience by further interacting with
the location after they have left
(Williams, 2006).
MONA as atmosphere and place
Richards and Marques (2012)
have stated that creative tourism
can have a role as a source of atmos-
phere for a destination. By this they
mean that the creative nature of the
tourism experience becomes an inte-
gral part of the destination, where
“visitors, service providers and the
local community exchange ideas
and skills and influence each other
in a synergetic way” (Richards and
Marques, 2012, p. 4). Similarly, one
of the distinct modes of implemen-
tation of creative tourism strategies
identified by Richards (2010, p. 84)
is “using creativity as a backdrop
for tourism”. It was noted above
that successful place branding
involves the cooperation of all sta-
keholders (Hankinson, 2001). With
this in mind the use of MONA and
its perceived attributes and benefits
becomes important in the language
used to market Tasmania by various
government entities.
Once again, space does not permit
discussion of the full range of
examples, but here the comments
concerning the Dark MOFO festival
(cf. figure 4) illustrates the point.
• Example 1: 
Premier of Tasmania, 
Lara Giddings, and Scott Bacon,
Minister for Tourism, 
launching Dark MOFO
“This investment will help support
jobs in the hospitality sector while
providing a much needed economic
boost to the broader business com-
munity during the traditionally quiet
winter period. It is exciting to see
the organisers of existing and pro-
posed events sharing ideas and wor-
king together to create a unique expe-
rience. This sort of dedication and
collaboration within our arts and
cultural sector is one of the reasons
Tasmania now enjoys a reputation
as a thriving cultural destination”
(Government of Tasmania, 2012).
• Example 2: 
Events Tasmania (a government-
funded organisation) 
reports on Dark MOFO
“Dark MOFO (13‒23 June,
2013) has been an outstanding suc-
cess. Dark MOFO’s Winter Feast
at Princes Wharf Shed No.1 [in
Hobart] made a stunning debut on
the Tasmanian culinary calendar,
the Winter Feast drew almost 30,000
people to its fires across three nights,
combining the best Tasmanian food,
wine, cider and whisky with music,
art and guest chefs. Tourism Industry
Council Tasmania chief executive
Luke Martin said there had been a
certain ‘wow factor’ about the Winter
Feast that required further analysis.
‘One of the things that I took out
of the Winter Feast was that it created
such a strong atmosphere in the shed
that really built on the theme and
had a consistent branding across all
the stalls’” (Events Tasmania, 2013).
What is clear in these brief
examples is that the government
links the present strengths of
Tasmania–its food, wine, location
and cultural assets–with the increa-
singly popular arts and cultural fes-
tivals curated by MONA. While the
economic imperative of supporting
hospitality and tourism ventures
during the quiet winter season is
obviously a major driver of the
government support, it is also equally
clear that these cultural events add
to the “atmosphere” of creativity
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about which a creative tourism stra-
tegy can be built (Richards, 2011).
Equally, there is an interconnected-
ness, a symbiosis almost, between




In many ways both the govern-
ment and MONA use “MONA” in
various ways to promote the creative
nature of themselves–simultaneously
incorporating each other into their
own discourse. The key issue in the
relationship between the Tasmanian
government and MONA relates to
“place”. Both entities use MONA
as an attribute of place branding: the
government stressing the benefit to
Tasmania of MONA actually being
here in respect to cultural tourism;
and MONA itself, on the one hand
claiming its location is irrelevant
(“We are here because David Walsh
lives here–our art could be shown
anywhere” [Interviewee 3/2]), and
on the other, needing to do all it can
to encourage visitation from interstate
and international tourists, which
includes clearly recognising that the
attributes of Tasmania are important
to the MONA brand: “… if we were
in Melbourne or Sydney I just don’t...
I can’t see that the same approach
to MONA would have occurred.
There’s something about its location,
the ferry, there’s just a whole part
of rediscovery of Tasmania, that sort
of process” (Interviewee 3/2).
Part of MONA’s branding is that
they wish to be seen as avant-garde,
and only in existence as part of David
Walsh’s “vision”. As just noted,
MONA staff interviewees state that
the museum could be anywhere:
“This project happens to exist in
Tasmania, outside of Hobart. It could
occur in the middle of the desert in
New Mexico” (Interviewee 3/1). But
they also acknowledge that their pro-
ducts–art museum, wine, etc.–will
not be sustainable with Tasmania as
the only market (Interviewee 1/2).
In some ways they appear to avoid
using the attributes of Tasmania as
part of their branding, though using
remoteness as a drawcard. However,
their position as being different to
other museums in Australia echoes
the Tasmanian government’s place
branding strategy. For their part the
Tasmanian government has done a
considerable amount to support
MONA in a restricted economic cli-
mate. MONA FOMA and Dark
MOFO are supported by Events
Tasmania, the government organi-
sation responsible for delivering the
State government’s event tourism
strategy. International and national
journalists and travel writers have
been sponsored by Tourism
Tasmania, the government tourism
department, and Tourism Australia
at the national level, to visit and write
on MONA.
As has been noted in the media
(e.g. Engberg, 2009), the government
consider themselves fortunate in
having such a cultural icon built in
the state without direct government
funding–as the then Economic
Development Minister Paula Wriedt
said at the announcement of
MONA’s construction: “MONA
has the potential to become a real
icon for this state ... It embodies the
highest level of entrepreneurialism
and creativity that exists in the
Tasmanian community” (cited in
Neales, 2008). Three years later, in
2011, the Premier of Tasmania, Lara
Giddings, said this: “The Arts are
an economic driver for our state ...
The opening of David Walsh’s
Museum of Old and Modern Art
in January this year has also helped
to secure Tasmania’s place on the
international stage and showcase
the high quality and diverse arts
experiences that our State has to
offer”(Government of Tasmania, 2011).
Of course, it could be said that
politicians make such statements
regularly. However, the MONA
brand is now firmly entwined with
that of Tasmania, as this quote from
Premier of Tasmania, Lara Giddings,
in the 2013 MONA FOMA Program
illustrates: “MONA FOMA is an
exemplar of cultural tourism in the
State… We recognise and support
the significant role it and MONA
are playing in developing this mar-
ket... Tasmania is a creative com-
munity... we all benefit from the rai-
sing of the Tasmanian profile as an
exciting location for arts activity”
(MONA, 2013b).
The results for MONA and the
state have been impressive. Visitor
numbers have exceeded expecta-
tions–in the year ending June 2012,
25% of all visitors to Tasmania
(210,300) visited MONA (Tourism
Tasmania, 2012a). By the end of the
same year more than 500,000 people
had visited MONA since its opening
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and believing by challenging visitors
perception of the world (MacRae,
2007), while at the same time beco-
ming a vitally important tourist
attraction. Central to the success is
the strategic use of immersive events
and activities that involve the visitor
in the range of MONA brands/pro-
ducts. The implications for other
cultural tourism organizations is that
a “creative” experience is possible
outside the common view that “crea-
tive” always means visitors making
or learning about something (e.g.
participating in art making or
courses). In the case of MONA it is
the concept of co-creation by immer-
sion in the events and exhibitions
that is important–in effect, tourists
are surrounded by creativity. Of
course, this means that for organi-
sations seeking to replicate MONA’s
success events need to be carefully
chosen to achieve this aim. 
Furthermore, the factor that
moves the MONA experience
beyond what Richards calls “mass
cultural tourism” (2011, p. 1) is an
integration of place branding stra-
tegies with creative tourism. These
strategies have been strengthened
by the part the government of
Tasmania has played in supporting
MONA activities and events. The
implications of this for other juris-
dictions is clear–there must be consi-
derable cooperation and communi-
cation between the policy makers
in government and the creative tou-
rism operators. It is important that
both share the same objectives for
the collaboration, and that this inter-
connectedness is apparent in the
(Interviewee 3/2). Significantly, these
visitors are primarily cultural tourists.
Within Tasmania’s tourism industry,
cultural tourism related to the arts
plays a vital role as “just under half
of all visitors participated in an arts
experience” (Tourism Tasmania,
2012b, p. 4). This is reflected in
Tourism Tasmania’s Arts Tourism
Strategy 2012-2015. This document
defines arts tourism as a sub-set of
cultural tourism which includes visi-
tor experiences that are based on:
“performing arts, visual arts, litera-
ture, craft/design and music; creative
tourism―the active participation in
the creative process of the arts; …
Arts tourism also includes events
related to the above activities as well
as museums” (Tourism Tasmania,
2012b, p. 3).
There is, then, a clear connection
in this case between the cultural expe-
rience entity that is MONA, the cul-
tural tourism as a source of economic
development (and the “creative”
aspects that drive participation), and
the strategies of public policy makers
in Tasmania. The use of place by
the Tasmanian government and
MONA is crucial to this case, and
perhaps indicative of the benefit of
linking policy strategies to clearly
articulated place branding attributes.
In this case these centre around the
“creative” as the central message in
the discourse.
CONCLUSION
This article has analysed the rela-
tionship between the government of
Tasmania and the Museum of Old
and New Art (MONA) and how
both have used the notion of a place-
based “art experience” to attract
tourists who seek a more creative
cultural experience. Certainly, such
tourists can be a lucrative market:
in Australia it has been acknowledged
that the arts and cultural sectors
contribute to the public good through
economic development, cultural value
and engagement and social impact
(Cultural Ministers Council Statistics
Working Group, 2010). In the UK a
large study discussed the economic,
social and creative impacts of
museums and art galleries, noting
that such institutions “play leading
roles in encouraging civic develop-
ment and economic regeneration
within society” (Travers, 2006, p. 6).
Interestingly, though there has been
considerable research on the impact
of “destination” museums–the
“Bilbao Effect” being the most
notable case in point (see for example,
Plaza and Haarich, 2013)–there has
been little research on the role a pri-
vately owned art museum such as
MONA might play in attracting cul-
tural tourists. This study represents
a first step in investigating this phe-
nomenon.
Certainly, MONA is an example
of a private art museum (and a port-
folio of products and brands) that
has successfully managed to become
such a destination museum despite
its remote location in the Tasmanian
capital of Hobart in Australia. There
is no doubt that MONA reinforces
the argument that creative art
museums are about unsettling assu-
med relationships between seeing
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public statements of both parties.
In Tasmania the key word is “crea-
tive”, and both MONA and the
Tasmanian government incorporate
it into their discourse.
Overall, then, the case of MONA
has shown that the concept of crea-
tive tourism is more complex than
simply taking a “creative” approach.
As has been noted, we contend that
the public discourse in Tasmania,
and in the Australian media, sur-
rounding MONA now comes from
a “creative tourism” perspective.
That said, more research is still nee-
ded to further understand the role
the “creative” can play in tourism.
Smith (2003) has noted that there
has been a traditional reluctance
on the part of both the arts and
tourism sectors to “embrace joint
initiatives” (2003, p. 38). With this
in mind future research in creative
tourism would benefit by investi-
gating the ways in which arts orga-
nizations could cooperate with tou-
rism operators, or indeed how they
might adopt a model similar to
MONA’s–e.g. using immersive,
creative events–as part of their acti-
vities. 
Similarly, it is clear that place
branding strategies that emphasise
the creative and cultural, and that
are mutually agreed amongst stake-
holders, are vital to the success of
creative tourism. For this reason
there is much that could be learned
by research into stakeholder relations
in the creative tourism sector. There
is considerable work done on sta-
keholder management in organiza-
tions from other sectors (see, for
example, Verbeke and Tung, 2013),
but very little that explores how
those involved in cultural tourism
interact. The same could be said of
the interactions between creative
tourism destinations and the tourist.
As has been shown, at its core
MONA is an authentic art expe-
rience that resonates with the creative
cultural tourist. Furthermore,
without such authenticity success is
difficult to achieve for arts and cul-
tural products (Castéran and Roederer,
2013). It could, then, be invaluable
to extend research into the role of
“authenticity” in all aspects of crea-
tive tourism. Research questions
such as the following suggest them-
selves: When do tourists see them-
selves as creative tourists? What is
a “creative” experience for an art
tourist? How do tourists choose bet-
ween creative tourism destinations?
How significant is the concept of
“immersion” introduced here in rela-
tion to tourists measuring authen-
ticity? Clearly, the case of MONA–
as a nexus between an art experience
and creative tourism–has broadened
the definition of creative tourism
well beyond Richards and
Raymond’s (2000, p. 15) “courses
and learning experiences”, and there
is now much more to be discovered
about the concept. n
NOTES
(1) This exhibition travelled to Paris, running
from 19 October 2013 to 19 January 2014




(2) Cited in “MONA: a whole new world
awaits, kaleidoscope of dreams, imagination
and emotion”, The Mercury, 2012.
(3) See, for instance, the MONA Market
[http://www.momahobart.net.au]. 
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